Numerous authors of comics and graphic novels have used the economic crisis in the Iberian Peninsula as a narrative frame for social criticism. Prominent amongst them is the Catalan cartoonist Aleix Saló, who burst onto the comics scene with his animated YouTube video Españistán, a book trailer for his graphic novel Españistán: Este país se va a la mierda [Españistán: This country is going to hell] (2011). This article shows how Saló offers a humorous and didactic portrait of the devastating effects of the economic crisis: he does this through multimodality (using specific shapes, colours, fonts and components of orality) and through creating 'multimodal extensions', intertextual relations between published books and book trailers. This analysis presents a case study of the multimodal techniques that authors use to shape and develop their work in the context of the powerful relationship between text and image in the digital age.
and becoming 'an intergenerational phenomenon transcending its traditional function of providing entertainment primarily for children and young adults, while expanding its reach to readers of all ages'. 1 At the same time, comics and graphic novels have increasingly relied on current topics from the political and institutional spheres, such as the 2008 economic crisis, as narrative frames.
2 Some of these works have even been described as handbooks of economics and economic critiques for the lay audience. 3 Aleix Saló, born in 1983, is probably one of the most representative of the cartoonists committed to analysing the effects of sociopolitical and economic changes on individuals. Since entering the comics scene with his opera prima in Catalan, Fills dels 80: La generació bombolla [Children of the '80s: The bubble generation], 4 he has been giving a voice to the disappointment of those born between 1980 and 1989, whom Saló calls 'the bubble generation'. This generation inherited the transition to democracy in Spain and grew up in a country that was undergoing rapid economic and social transformation in the 1980s. That decade brought renovation, prosperity and the consolidation of a society that, as Saló himself acknowledges, foretold a promising future for this age group: 'Yo tenía compañeros y amigos, o incluso yo, que dábamos un poco por sentado que con hacer la carrera ibas a salir, se iban a pelear por ti y te pagaban un sueldazo' [I had colleagues and friends, and even myself, who took rather for granted that once you finished university, people would be desperate to hire you and you would make a lot of money]. 5 Reality, however, turned out to be different. When the children of the 1980s reached adulthood, they became 'una generación hija del estado del bienestar que se dio de bruces con la precariedad laboral, la crisis económica y el paro' [a generation child of the welfare state that was thrown headlong into precarious jobs, the economic crisis and unemployment]. 6 Witnessing first-hand the socioeconomic reality around him, Saló began to build the basis of his narrative universe in his first work, Fills dels 80 (Hijos de los 80 in the Spanish translation). 7 Indeed, who better than a student of architecture to narrate the devastating effects of the Spanish property bubble? Saló portrayed the nostalgia of a generation whose shared dream of prosperity was truncated by the economic downturn.
8 Nonetheless, as the author himself indicates, this first book did not earn him many readers. Learning from this experience, he therefore adopted a different strategy to popularise his second book, Españistan: Este país se va a la mierda (2011). To reach a wider audience, he created a video entitled 'Españistán, de la burbuja inmobiliaria a la crisis' [Españistán, from the property bubble to the crisis], an animated book trailer uploaded to YouTube on 25 May 2011, 9 which the author would later describe as a 'winning horse'. 10 In it, he narrates a well-documented, satirical chronicle of the causes and effects of Spain's property bubble. By combining multimodality with social criticism -and by having a trailer circulate in a digital media economy -Saló was able to rapidly generate interest amongst different types of audiences. Hence, this innovative combination enabled Saló to whet viewers' curiosity with the aim of attracting them to the homonymous comic book. In this way, Saló earned greater prominence in the field of social criticism to become 'a kind of public intellectual whose opinion matters'.
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The result of his popularity was that he was able to reach the Spanish mass media as well as top-level politicians, including President José Luis Rodríguez Zapatero, who confessed to having seen the video.
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The popularity of Saló's work is because of not only humour or drawing style, but also the informational and educational content so clearly evident in the meticulous documentation of the chronology of economic and political events, as well as the use of data and economic terminology. Keenly aware of the educational value that humour can confer, Saló made a point of inserting a range of anecdotes chronicling the progressive build-up of the events that created the economic crisis and the latter's origins in the property bubble (Figure 1 ).
The themes, the language and the simplicity of the lines in Saló's comics display influences from two earlier generations of illustrators.
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The first includes a long list of cartoonists who were active during the final years of Franco's dictatorship through the transition to a well-consolidated democracy and who were working at several wellknown satirical magazines -for example Hermano Lobo (1972) (1973) (1974) (1975) (1976) of graphic literature in Spain, their continued presence made it more difficult for a younger generation of artists to break through. In recent decades, while some have managed to achieve recognition -thanks in part to their enterprising spirit and to the support of small publishing houses -many have struggled to forge their way into the graphic genre. 15 As Saló has described it, 'Jóvenes como yo, que querían publicar en El Jueves o La Vanguardia, los había a patadas y lo teníamos y lo seguimos teniendo muy complicado para dedicarnos a esto' [There were loads of young people like me, who wanted to publish in El Jueves or La Vanguardia, and it was -it is -difficult to work in this field]. 16 This difficulty in gaining access to the traditional inner circles of illustrators was probably one of the driving forces that led Saló to explore other options to make his visual literature known. The promotion of his work using a book trailer was decisive. As we shall argue next, it is also closely linked to the multimodal components that Saló deliberately inserts into his graphic and audiovisual works -a multimodal extension that is at the reader's disposal.
Multimodal Components in the Works of Aleix Saló
Saló's videos and comics are characterised by a high degree of intertextuality and by multimodality, that is 'the use of several semiotic modes in the design of a semiotic product or event, together with the particular way in which these modes are combined '. 17 This has to do with the way in which the cartoonist designs an array of different semiotic methods to produce humour. The system of signs becomes interpret able because of the design of a specific perception process, which is deliberately used by Saló to configure his narratives.
18 Alice Leber-Cook and Roy Cook point out the following: which constitutes genuine reading -but are also particularly interesting and important examples of this wider understanding of text.
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Consequently, some examples of the use of multimodality in Saló's works are the lines and the shapes of the drawings, the different fonts and the use of colour (or its absence), but they also include a careful and evocative use of language, with phonological features originating from orality, which include changes in and the mixing of codes (i.e. words and expressions in English or the imitation of other languages), music and other sound effects, and cultural references to television, cinema or literature. The fonts also play a part in Saló's multimodal universe, since he plays with the shape, size and colour of the letters that he draws, highlighting some keywords in order to evoke a diversity of connotations and meanings while simultaneously contributing to the humour of the scene. In spoken language, the semantic value of many of these words would be enhanced with the tone of voice and the intensity with which they are uttered. We can see this, for example, in the Españistán book trailer, in which Saló himself inserts the voice-over, or in Simiocracia 21 through the utterances articulated by a group of speakers. For instance, there are the words '¡Tú sí que vales!' [You are really worth it!], which were inspired by a homonymous TV show, that a multitude of voters shouted to the head of the Spanish government, Mariano Rajoy, after he won the general election in 2011. 22 In his first book, Fills dels 80, In the same vein, the rare use of colour responds to the willingness to facilitate the reading experience and to make it more attractive and pleasant with an undiminished attention to the message. In Fills dels 80 and Españistán, Saló uses basic, compact colours -blue, green, yellow and orange -with no chromatic scale. On the other hand, in his more recent books, Simiocracia and Europesadilla, he does not use any colour. One can detect a clear evolution concerning the graphic aspects of his works: the loss of colour inside the book coincides with the increasing predominance of the text in conventional typed words, which take up more space as more data are provided and the social and political critique sharpens. Thus, while in Fills dels 80 and Españistán the drawings carried the burden of the narrative thread (Figure 2 ), in Simiocracia and Europesadilla the narrative is sustained mainly by the printed text, with black-and-white drawings visually reinforcing, illustrating and occasionally completing what is being told (Figure 3) .
Pictorial and Typographic Components
Saló begins drawing satirical vignettes in Fills dels 80 and follows with the graphic novel Españistán to arrive finally at the 'illustrated essays' of Simiocracia and Europesadilla. 23 Such an evolution seems to indicate that the cartoonist wants to confer progressively more importance upon the message, while the way in which that message is transmitted serves to emphasise its content. That is, Saló evolves from creating short stories with a satirical tone to writing informative books with a social critical discourse, with vignettes that illustrate what is being explained and that help to interpret it. Significantly, Saló asserts that he considers himself more of a cartoonist than just an illustrator, and he acknowledges the influence of cartoonists such as Jaume Perich and Andrés Rábago 'El Roto' on his work. According to Saló, the cartoonist 'utiliza el dibujo más como una herramienta que como un fin, una herramienta para explicar cosas, en este caso la actualidad' [uses drawings as a tool more than an end, a tool to tell things, in this case, current affairs]. 24 Thus, a possible explanation of the author's aesthetic Our grandparents: they could not study and they worked their whole life as 'X' / Our parents: they studied 'X' and they worked their whole life as 'X' / Us: we studied 'X' and during the last year we have worked as 'Y', as 'Z', as 'W', as 'H', as 'F' . . . / Is anyone from the bubble generation working in the field they studied? / My father told me to get a degree if I wanted to be someone. Now I am a graduate in languages, and I work as a waitress. choices is that he understands art as a means of reaching a wide audience with his critical message by using a plain and simple style that is capable of transmitting a complex message (e.g. about economics or finance) and thus making this message accessible to everyone.
Aural and Cultural References
In terms of creating meaning, Saló's work contains multimodal features related to orality. Saló uses these features as a strategy to get close to the readers and make them identify with how the message is being communicated. Examples of this orality are numerous: onomato poeias such as 'txunda, txunda ' . Saló also uses invented proper names with phonetic games that create a humorous effect (e.g. 'Ariqui Town' in Españistán (13) and 'Bank of Ziripollen' in Simiocracia (5)). Another common occurrence is the mixing of linguistic codes in colloquial expressions such as 'We are la polla in vinegar' in Simiocracia (1), which is a variation of the exclamatory expression 'Somos la polla en vinagre' [We are the shit], which can be used in a positive or negative way. Still regarding phonetic games, we can find stereotyped reproductions of Chinese speakers' speech when they speak Spanish, which mainly consist of pronouncing the 'r' sound as an 'l' and using all verbs in the infinitive -'No pleocupal. Gandolfo sel buen homble. Él muy jodido pol pensión de mielda (. . .). Nosotlos adoptal·lo pol pena' [Don't wolly. Gandolfo good man. He messed up because of his clappy pension. We adopted him out of pity] in Españistán (22) -and, in parallel, those from Spanish speakers when they speak English, which are mainly based on a transcribed imitation of the pronunciation of consonants and vowels. One example is 'Hello' -'Jeeeeloooou (. . .) Aim de president of Espaaain' [I am the president of Spain] -in Simiocracia (94). There are also imitations of French articulation, such as 'Je suí totalement cubiegt du miegd' [Je suis totalement recouvert de merde (I am totally covered in shit)] in Europesadilla (160). In this way, Saló displays a set of resources that create humour on the basis of phonetic and semantic associations, humour that is directed towards both the comic reader and the video watcher.
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Other strategies adopted by Saló in his last two works, Simiocracia and Europesadilla, to get closer to the reader include the use of the first person singular and self-portraying and introducing himself as a character to explain his personal experiences as a way of illustrating his message (Simiocracia, 22, 53, 80, 112).
It is with this set of visual and discursive strategies that Saló constructs his pictorial and narrative universe, strategies that are based on a multimodal approach whose objective is to convey a socially critical message. As the author himself claims, he analyses current affairs in a way that makes them appear 'more human' than the chronicles in other recognised sources.
Semiotic Modes as a Narrative Frame for Social Criticism
The titles of Saló's videos and comics are evidence of the author's careful use of language. 'Ratzinger Z', 26 a two-minute video that he created for the occasion of Pope Benedict XVI's visit to Barcelona in November 2010, is a good example. By means of paronomasia (i.e. the use of words that sound similar to create a specific effect), this cartoonist establishes a phonological parallelism between the Pope's last nameRatzinger -and the manga cartoon series from the 1970s, Mazinger Z. Saló thus succeeds in building a humorous narrative that transforms Pope Benedict XVI into a superhero combatting everything that threatens Catholic dogmas, such as abortion and homosexuality. Saló also This type of humour, in which the author plays with the evocative meanings of selected words, together with the different semantic associations their sounds suggest, constitutes one of the more remarkable multimodal components of Saló's work. Moreover, in the book trailer Españistán, the multimodal aspect is reinforced by the use of music and sound effects. For example, at the end of the video, a skinny cow appears to the sound of Middle Eastern background music, thereby reaffirming the humour evoked by the drawings through the effect of 'anchoring' the viewer-listener in this imaginary Españistán, where poverty and political chaos are the norm (Figure 4) .
The nomenclature selected for the titles of Saló's works also demonstrates his use of word games to evoke a kind of cultural hybridisation between two worlds. Giving his figures an exotic charge, the author both moves us to this new place and invites us to explore it, much like the Canadian cartoonist Guy Delisle does. 28 Significantly, he uses the same strategy as in his other books: condensing the main idea in the title by using a single compound word to summarise each book's topos and then following it up with an explanatory subtitle. In his third book, Simiocracia: Crónica de la gran resaca económica, in which he deals with the same sociopolitical theme, the author offers an 'illustrated handbook' of the origins of the crisis, which includes historical analogies and autobiographical elements, 29 so much so that Saló -who is well aware of the educational value of his comics -offers at the end of Simiocracia a list of recommended media sources concerning the political and economic issues involved for readers interested in familiarising themselves with the relevant economic concepts. 30 These recommendations of specialised sources encourage readers to go beyond their own reading of the comic and thus develop a critical spirit nourished by the data offered them therein.
It is in his fourth book that, as an author committed to the reality that surrounds him, Saló jumps into the European context by internationalising his socially critical discourse. devoured the middle class], he puts the international crisis into the institutional sphere, questioning the actions taken by the European Union and portraying the instability of European values. Shifting from his first book in Catalan, in which he portrays the difficulties faced by his generation, to his second book, in which he denounces the Spanish sociopolitical reality, Saló now goes a step further in the evolution of his work by internationalising his literature: 'Necesito informarme mucho, leer, formarme e informarme (. . .) me gustaría viajar a Bruselas. El ambiente del Parlamento Europeo me parece que es un gran objeto a descubrir por parte del gran público, me da la sensación de que faltan voces que expliquen Europa desde la cultura popular' [I need to do a lot of research, read, educate myself and get informed (. . .) I would like to travel to Brussels. It seems to me that the atmosphere of the European Parliament is a big topic for the general public to discover. My feeling is that there is a lack of voices explaining Europe from the point of view of popular culture].
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Starting with the outbreak of the financial crisis in 2008, the economy became part of pop culture. Economic terminology (e.g. toxic assets, vulture funds and risk premium) has progressively been included in the lexical repertoire of the non-specialised audience 32 -again, thanks to the role of mass media. In this context, Saló declares: 'Ante la extrema complejidad de la actual coyuntura económica, cuyas enrevesadas reglas suelen ser la coartada perfecta para ocultar todo tipo de abusos y corruptelas, creo que cualquier tentativa de divulgación es poca, aunque venga de la mano de la sátira' [Given the extreme complexity of the current economic situation, whose difficult rules frequently create the perfect excuse to hide all kinds of abuses and corruption, I believe that any attempt at dissemination is worthwhile, even if it comes in the form of satire]. role that a work's translation can play in its dissemination at the international level can also be said to apply to the graphic genres.
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Choosing topics that concern the general public and including common sociocultural references are the principal tools that Saló uses to bring his work to an international audience by way of translation. His latest output of graphic literature has been translated into different languages, thereby internationalising his message. As part of his works' multimodal extension, Saló uses different strategies for his books and for his videos. Notably, in the book trailers 'Españistán', 'Simiocracia' 36 and 'Europesadilla', 37 a voice-over narrates the events. On the other hand, in the video 'Ratzinger Z' and the book trailer 'Euronightmare', 38 the narrative sequence and the changes of scene are set by images and sound effects along with intertitles and overprint information -in Catalan in the case of 'Ratzinger Z' and in English in that of 'Euro nightmare'. All of these multimodal elements are sufficient for the narrative and humorous sequence. In 'Euronightmare', Saló divides the world into different kinds of collective regional perceptions: what Americans think about Europe and vice versa, as well as what Western Europeans think about Eastern Europe and vice versa. The same holds for Northern and Southern Europe and for the United Kingdom and continental Europe.
In so doing, Saló creates humour by evoking stereotypes about different cultures and using a representational strategy that can also be found in other textual genres. 39 For example, the vision of the United States by Europeans is that of an obese man sitting in a motorised wheelchair, who crosses the screen as he shoots a submachine gun. In contrast, the vision of Europe by US citizens is condensed into a scene set on a terrace in Paris, with the silhouettes of other European capitals in the background, where a waiter brings the customers a bill in which the tax is ten times the gross price. The absence of a voice-over allows these videos to cross linguistic and political borders. This absence of a voice is compensated for by common cultural references: from the monuments of the urban landscape of different cities that have become European symbols, such as the silhouettes of the Eiffel Tower, Saint Peter's Basilica, Big Ben, and the Leaning Tower of Pisa in the trailer of the book Euronightmare, to well-known international characters like the Pope in 'Ratzinger Z' or Conchita Wurst in Euronightmare, the latter being the bearded female singer who won the Eurovision Song Contest in 2014. It is in this way that the narrative thread is sustained by images, music and sounds, which, together with the receiver's encyclopaedic knowledge, produce meaning. In his latest book trailer, Saló even went a step further by parodying the United Kingdom as a state going repeatedly through a door marked 'Exit', thereby anticipating the outcome of the Brexit referendum that would take place two years later in 2016 ( Figure 5 ). Saló's discourse and humour have become increasingly global, given how his humour is always created on the basis of concrete cultural references. In the current European and international context, these shared references are becoming common, something which in turn allows readers to readily interpret their unequivocal message. The use of fictional templates allows Saló to find a wider audience outside Spain and meaningfully shape his narrative of social criticism in a wider European context. As we will see next, the use of The Lord of the Rings, a well-known fictional template, as a narrative framework for the story in Españistán fulfils the objective of presenting the reader with a familiar plot with which s/he can easily identify.
From the Book Trailer to the Comic Book and Back: The Multimodal Extension Saló argues that the YouTube video was a decisive factor in his reaching a substantial number of readers, thus making it possible to further his career as a cartoonist. According to Kati Voigt:
In a globalized world which is more and more ruled by mass media and technology, it is increasingly difficult for writers and publishers to promote their books. The solution is almost ironic: popular media, which is assumed to decrease readership, is turned into a tool to increase the number of readers.
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Even though ease of access to information and the low cost and the speed of distributing electronic media have progressively helped the latter replace books in their traditional format, 41 the book trailer is a clear example of how technology can be used to draw readers to the printed book. 42 In fact, David Barnett puts it this way:
[Across the United States and beyond] both print and digital sales are growing. Print comics more than match the rise in digital sales (. . .). While almost all forms of print media are down, comics are up, graphic novels are up, and digital comics sales are up. We are seeing that one feeds the other, people get hooked on digital, and end up going to stores to buy physical copies, or the reverse.
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After his opera prima, Saló began using the book trailer as a multimodal extension of the multimodal universe of his books. With the book trailer, the author endeavours to give life to his characters in a kind of 'visual entrée' to what the reader will discover in the paper , and Gandolfo, a pensioner, Fredo embarks on a journey to get rid of a mortgage that he cannot afford. Despite the common narrative of denouncing the causes of the Spanish economic crisis, in the elaboration of the video and the comic, Saló was aware that he was looking for two different types of public: the comic contained a more adolescent humour, while the video was aimed at a wider audience, everyone from teenagers to the elderly. 44 By means of the parallelism established in creating the video and the comic, Saló accomplished a 'multimodal extension' of this work, that is to say, the use of audiovisual media that broadens and/or complements an author's work (in this case, between the published books and the book trailers) by creating relations of intertextuality. In a digital media economy, consumers are precisely being empowered to interact with the content. 45 Through conscious design, the author attempts not only to disseminate a specific piece of work but also to engage with the audience by shaping and developing his work in the context of the powerful relationship between text and image in the digital world. Hence, as Saló explains, the dependence between the book trailer and its printed works becomes relevant in his narrative universe, given that his intention was precisely that the video 'completara un poco la visión y la historia que cuenta el cómic' [serve to complete the vision and the story narrated in the comic]. 46 He states as much in Simiocracia:
És interessant el joc que es dóna d'anada i tornada, del llibre al vídeo, perquè el llibre cada cop s'assembla més al vídeo, al contrari que a Españistán. És a dir, al llibre ara hi ha molt més text que podria ser una mica com la veu en off que sona en els vídeos, i és interessant aquest joc que es genera, i sobretot en el moment en què estem, en què sembla que els llibres estan patint una crisi de suport; jo crec que se'ls pot encara donar molta vida i crec fermament que si va de la mà d'Internet d'una forma intel·ligent, es poden sumar molt els dos llenguatges, el llenguatge audiovisual i el llenguatge de llibre (. . .) encara no he trobat autors de còmic que utilitzin el doble format de treball de llibre/vídeo. Llavors, en això encara sóc inexpert i encara estic buscant a veure com ha de funcionar la fórmula perquè una cosa completi l'altra però a la vegada el vídeo tingui entitat per la seva banda i el llibre tingui entitat per la seva banda.
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[The back-and-forth between the book and the video is interesting because the book increasingly resembles the video, while the opposite happened in Españistán. That is to say, the book now contains much more text, a bit like the voice-over in the video. This is an interesting kind of interaction, especially in the moment we are living in, when it seems that books are going through a crisis. I think that it is still possible to give them a lot of life, and I firmly believe that if it goes hand-in-hand with the internet in an intelligent way, both languages can complement each other: the audiovisual language and the language of the book (. . . Saló carries out a similar multimodal extension with the book trailers for Simiocracia and Europesadilla. These videos not only contribute to publicise the books, but they also complement them by providing new information and completing the main message. The author tailors the type of discourse to each format, but they are deeply interconnected, so together they contribute to broaden the scope of the work. Through the multimodal extension, Aleix Saló not only finds a useful platform to make his works popular, but his intention responds also to the idea of providing the reader with a multimodal vision of his literature, which is more complete and contributes to create new meanings while reinforcing the message and its relevance in order to reach new audiences. The fact that his latest book was published both as a paperback and as an e-book not only in Spanish, books. He himself recognises that he is still experimenting with the relationship between these different textual media. 51 Indeed, the success of this dual narrative strategy (video-comic or vice versa) seeks to fit the evolution of the literary landscape in the Iberian Peninsula, in which a graphic novel can now be as successful and appealing as the latest novel by Paul Auster or Michel Houellebecq. 52 Saló's videos establish a multimodal extension of his books and combine different resources (music, background noise, onomatopoeias, a voice-over which narrates the plot, certain tones of voice to highlight specific moments in the video and the use of intertextuality with references to television and cinema). As we have seen, these aspects are also transferred to paper through the representation of onomatopoeias, the typography of the letters and phonological games, all with the purpose of reinforcing a message of social criticism from the multimodal point of view.
Conclusion
The use of the book trailer established Saló's goal of producing a type of literature with greater outreach, both with regard to the themes he deals with and with regard to his connection with a new audience. As we have seen, the corpus of Saló's work gives us a humorous portrait of social reality. By developing parallel themes to the political and economic events of the economic crisis, the author transmits his critical vision of society and its workings.
In effect, the characteristic multimodality of Saló's visual literature entails a set of carefully selected components that, taken together, evoke an array of different meanings. More importantly, our analysis demonstrates how the cartoonist offers a clear example of the use of the 'multimodal extension' to whet viewers' appetite and internationalise a given work. In so doing, in his books and videos he succeeds in establishing the very relations of intertextuality that create new meanings while involving the reader. Such a meaningful use of humour allows the viewers/readers to reflect on the present moment by questioning vital aspects of their social reality, be they political, sociological or economic.
Considering the didactic dimension obtained through this interface of text and image, from the book trailer to the comic book and back, Saló's work serves to illustrate how today's comics and graphic novels have the capability of making complex and specialised topics not just more accessible and easy to understand for a lay audience, but also more enjoyable and memorable. It is a good example of how the combination of multimodality with social criticism and its circulation in a digital media economy can enable the authors of comics and graphic novels to employ a variety of different techniques in the shaping and development of their work, conscious as they are of the increasingly powerful relationship that exists between text and image in our twenty-first century imaginary.
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